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<head1>Jacques Derrida (1930{-}2004) 
 
<text>Jacques Derrida was a French post-structuralist philosopher who was interested in the 
ways in which what we think of as fixed and self-evident truths and meanings are actually 
radically unstable and precarious constructions. He is probably most famous for the idea of 
‘deconstruction’, which is commonly understood as showing how what was thought of as 
ideal and primary is actually secondary and real. For example, in his early major work Of 
Grammatology (1976), he argued that speech, which is usually thought of as being an 
immediate and self-present form of communication, is a form of writing, which is usually 
thought of as an indirect and secondary form of communication. 
 It would be fair to say that Derrida’s relation to photography is complex. He freely 
admits that only words interest him and that his investment in and enjoyment of language is 
stronger and provides more enjoyment than the visual arts (Brunette and Wills 1994: 19{-
}20). He has also written at least five books that are concerned with the visual arts and argues 
that a certain conception of the photograph ‘photographs every conceptual opposition’ and 
‘captures a relationship of haunting that is perhaps constitutive of every “logic”’ (Derrida 
2007: 272). The logic of photography, once we understand it, describes all logic, all human 
thought. Derrida may be found on Youtube 
(http://www.youtube.com/watch?v=4RjLOxrloJ0) saying that, although he has nothing 
against photography, he ‘forbade’ the publication of all photographs of himself until 1979. 
He says that the theoretical and political reasoning behind this was complex but that the de-
fetishization of the author, the fact the images were not in his control and that he was not 
happy with his own physical appearance were all involved. 
 Derrida would also have been decidedly less than comfortable with the idea that he 
was or could have been a ‘key’ writer on photography. This is most emphatically not to say 
that what Derrida wrote about photography is not or will not prove to be hugely influential on 
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future accounts of both the practice and the theory of photography: at the time of writing, 
Derrida’s posthumous texts are appearing almost monthly and it is difficult to keep up, let 
alone maintain perspective. It is to say that the idea that someone might be or that they might 
possess the instrument which could unlock in a single gesture the nature, functions and 
effects of photography, or that a simple device could open and bring light into the darkened 
room of photography would surely have provoked the flurry of delaying, distancing and 
differentiating strategies with which we are all familiar. Indeed, one of the main arguments in 
his (1998) ‘polylogue’, Right of Inspection, concerns the impossibility of one point of view, 
one reading, providing the key, or meaning, to a series of photographs taken by Marie-
Francoise Plissart. If this were not bad enough, the metaphor and its effects repeat 
themselves, here in this chapter, in which I have been invited, as a sort of minor key, to 
introduce or unlock Derrida’s writing on photography. The likelihood of my opening up 
Derrida’s thinking as he, in turn, provides the key to photography is, therefore, doubly if not 
infinitely doubtful. 
 However, there is one idea that may fairly be described as key or central to Derrida’s 
thinking. This idea is time: if there is a point from which Derrida may be said to start then the 
idea of time is it. It is central to Derrida’s philosophy and it is the beginning of his account of 
photography. An informal colloquial French word for ‘photo’ or ‘snapshot’ is ‘instantané’, 
which translates as ‘instantaneous’ (Derrida 2010b: 10). It is this notion of the temporal 
instant that is central to a certain conception of photography and to Derrida’s critique of that 
conception (Derrida 2010b: 2{-}3; 2007: 292). Derrida’s account of photography may also be 
read as beginning from the work of Roland Barthes. In the essay ‘The Deaths of Roland 
Barthes’, written shortly after his friend’s death, he concentrates on Barthes’s notions of 
‘l’avoir été lá, the ‘having been there’ (Barthes 1977: 45), and the ‘punctum’ (Barthes 1984 
26{-}27). According to Barthes, the ‘having been there’ is the sense that the photograph 
offers irrefutable evidence of how things were because of the way in which cameras work 
with light, lenses and film/image sensor. The situation must have been as it is shown in the 
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photograph because the camera must have been there for the image to have been captured. 
The word punctum is Latin for ‘point’ and it is Barthes’s term for whatever in the photograph 
stings or pricks him; whatever is ‘poignant’ to him, as he says. It is the detail that rises out of 
the photograph like an arrow to wound or pierce him (Barthes 1984: 26). Derrida makes two 
moves here: he links these ideas together and then he profoundly complicates the relation 
between them. 
 First, Derrida argues that the punctum is not a point or an instant, but a duration. This 
characteristic move stems from the phenomenological background he shares with Barthes. 
Barthes follows the French phenomenologist Jean Paul Sartre in his interest in how 
photographs are experienced and in how they appear to us (as he says on the dedication page, 
Camera Lucida is an homage to Sartre’s L’Imaginaire). Derrida follows the German 
phenomenologist Edmund Husserl who is also concerned with how we experience the world 
but who thinks that time plays a central and constitutive role in that experience. Husserl’s 
account of time (e.g. Husserl 1975: 197{-}198) entailed a radical complication of time: his 
account of the present ‘instant’ involved a reference to protention (imagining the future) and 
retention (remembering the past) as well as the present. Derrida also argues that the present 
‘instant’ contains a relation to the past and the future. Consequently, he says that Barthes’s 
punctum cannot be a point in time; the punctum must be a duration or a period of time. 
 Second, if the punctum is actually a duration, then time is now ‘heterogenous’ and 
there is time (room) for difference and differentiation (Derrida 2010b: 8); there is, therefore, a 
time and a place for culture. This is Derrida’s critique of Barthes’s notion of the punctum, 
which, as an uncoded instant, excluded culture and is ‘opposed’ to the coded studium, which 
is where culture is to be found (Barthes 1984: 51). The studium is Barthes’s term for the 
vague, generalized and ‘unconcerned’ interest that is the product of one’s cultural 
background and which generates the sort of interest that one almost can’t help having 
(Barthes 1984: 27{-}28). Derrida wants to argue that the punctum and the studium are not 
opposed in the way that they sometimes appear and have been presented by Barthes. He says 
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that Barthes acknowledges as much when he describes the punctum as an ‘addition’, or 
‘supplement’, to the photograph: ‘It is what I add to the photograph and what is nonetheless 
already there’ (Barthes 1984: 55). What Derrida calls the ‘ghostly power’ of this 
supplementary relation enables them to compose together in photography (Derrida 2007: 
271). Moreover, the relation between them describes every conceptual opposition and 
represents the conditions for the possibility of all thought and logic. This is the sense, noted 
above, in which this conception of photography describes how all conceptual oppositions 
work. As Derrida says: 
 
<extract>Ghosts: the concept of the other in the same, the punctum in the studium, the 
completely other, dead, living in me. This concept of the photograph photographs every 
conceptual opposition; it captures a relationship of haunting that is perhaps constitutive of 
every ‘logic’. 
 
<source>(Derrida 2007: 272) 
 
<text>If it is the case that the punctum is a duration and that, as a result, the cultural is always 
already in relation to the natural’, then the referential and documentary aspects of 
photography, which have been theorized as passive processes, are not the whole story. If the 
punctum is actually a duration and makes time/room for difference, then artifice and techne 
are now part of photography. Artifice and techne are how difference gets into photography 
and, as a consequence, there is now as much active creation and ‘art’ as there is passive 
documentary in photography. As Derrida says, this insight, although clearer when thinking 
about digital photography, can also ‘teach us about what the structure of the old technology 
already was’ (Derrida 2010b: 6). Analogue photography was already as much a productive 
and performative event as it was passive archivization and recording (Derrida 2010b). 
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 It is at this point that all the other apparent oppositions with which we have hitherto 
tried to account for photography also start to break down. If there is no simple punctum, no 
instant without duration, then there is no natural ‘perception’ and no passive recording or 
documenting of events or people without the active input of culture and techne. The 
active/passive dichotomy begins to break down and Derrida starts casting around for more 
appropriate terms. He tries ‘acti/passivity’ (2010b: 12) and he tries ‘passactivity’ (2010a: 67) 
to describe another structure or temporality in which passivity is not simply opposed to 
activity or in which activity is itself a form of passivity (2010b: 14). 
 And, third, he critiques, or sharpens up, Barthes’s account of ‘l’avoir été lá’ and 
argues that the experience of the ‘having been there’ is a function or product of reference but 
not of the referent. This is to argue that the referent (which we take to be the present or the 
real in photography) is necessarily absent. The referent does not, therefore, relate to a present 
or a real, but reference itself persists and cannot be denied. Reference persists or adheres in 
the ‘having been there’ that the photographic apparatus uniquely generates (Derrida 2007: 
284{-}285). Derrida is not interested in some naïve or ‘realist’ referentialism, but the 
punctum is useful in that it enables us to think the relation to what was once, undeniably, 
present for an instant, even as that referent disappears and the instant instantly divides itself 
(Derrida 2007: 292). This necessary absence of the referent can take various forms and 
Derrida follows the hints in Barthes’s work to explain that they are forms of death. The 
referent may be actually, potentially or metaphorically dead, for example, and in Athens, Still 
Remains, Derrida sketches what he calls three temporalities of death and mourning. The first 
mourns an Athens that is already gone, and which shows spectators what is left of itself in its 
ruins; the second mourns an Athens that the photographer knows will be gone, even as he 
records it; and the third anticipates what is present today but which must be absent soon, 
tomorrow, perhaps (Derrida 2010a: 27). 
 Athens, Still Remains is as much about the conditions for the possibility of 
photography as it is about the place of death, mourning and the ruin in photography and in 
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Jean Francois Bonhomme’s photographs of Athens. Derrida’s account begins to mirror that 
of Foucault (1970) in Las Meninas, as he analyses the conditions for the possibility of 
representation. Foucault describes how all the elements necessary for representation (light, 
gazes, models, an artist, canvas, paints and so on) are present in Velazquez’s painting except 
one: the ‘sovereign subject’. This latter is dimly glimpsed in a mirror that nobody is looking 
at: the perfect metaphor of the transition into the age of representation. In the central, or key, 
photograph of the sleeping/dead photographer and the corresponding ‘Still XII’ of his book, 
Derrida also enumerates the paraphernalia of photographic representation: the photographer, 
the light, the cameras, the photographs, the reflector and the model (Derrida 2010a: 13, 21{-
}25). In Derrida’s account, it is the delay mechanism (which the photographer must have 
used) that turns the instant, the ‘taking’ of the photograph, into a duration, along with the 
notion of the incalculable or un-decidable that provides the possibility of photography. As 
Derrida says, the delay mechanism, which is a version of the differing and deferring that he 
has found in the punctum, allows the photographer to return to his seat, feign sleep/death and 
have the camera ‘take’ the photograph. Where the photograph ‘photographs every conceptual 
opposition {...} every logic’, that logic, which is the logic of the delay in the instant, and of 
difference and art in the punctum, is also the condition for the possibility of photography. 
This haunting/mourning of one thing in and by another is also the condition and the effect of 
both photography and thought and as such is to be found ‘everywhere’ (Derrida 2007: 279). 
 
<head2>Biography 
 
<text>Jacques Derrida was born in 1930 in French Algeria to Jewish parents. He was 
educated at the École Normale Supérieure in Paris and completed his Agrégation on Husserl 
in 1955. In the early 1960s Derrida taught philosophy at the Sorbonne and from 1964 to 1984 
at the École Normale Supérieure. The year 1967 saw the publication of the three books that 
would establish his place in Western philosophy: Of Grammatology, Writing and Difference 
109 
 
and Speech and Phenomena. During the 1980s and 1990s, he held various visiting and 
permanent professorships at many European and American universities, including Johns 
Hopkins, Yale, Cambridge, Leuven and New York. In 2003 Derrida was diagnosed with 
pancreatic cancer and he died in Paris on 8 October 2004. 
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<text>http://www.youtube.com/watch?v=4RjLOxrloJ0 (accessed December 2010). 
 
<name>Malcolm Barnard 
 
<head1>Lady Eastlake (1809{-}1893) 
 
<text>Published anonymously in 1857 in the Quarterly Review, Elizabeth Eastlake’s article 
‘Photography’ has been much anthologized. Its awareness of aesthetic and technical debates 
on art and photography made it an authoritative assessment of the cultural impact of a 
medium that only recently had become ‘a household word and household want’ (Eastlake 
1980: 81). Eastlake had been exposed to ‘the glamour of photography’ (Eastlake 1980: 91) 
during the early 1840s through David Hill’s and Robert Adamson’s ‘small, broadly-treated, 
Rembrandt-like studies’ portraying ministers of the Scottish Free Church (Eastlake 1980: 91). 
Further involvement came when her husband became the first chairman of the Photographic 
Society of London during 1853 to 1855. 
 Ostensibly a review of six publications on photography during 1839 to 1857, ranging 
from History and Practice of Photogenic Drawing, or the true principles of the 
Daguerreotype, by the Inventor, L.J.M. Daguerre (1839) to Joseph Ellis’s lecture Progress of 
Photography {-} Collodion {-} the Stereoscope (1855), Eastlake’s article established some of 
the recurring themes in subsequent writings on the medium: the superiority of early 
portraiture, before collodion in the 1850s made photographs more commercially viable; the 
importance of amateurs and the value of photographs in the creation of memories, sparked by 
inconspicuous details; and the power of photography as a new form of communication, 
freeing painting from representational tasks. It includes a history of photography notable for 
its insistence on the pan-European provenance of the medium, as France, England and 
Germany had all contributed to its development. 
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 Before tackling the central issue of ‘the connection of photography with art’ (Eastlake 
1980: 84), Eastlake comments on the diffusion of photographic culture in a wide variety of 
contexts. She sees photography as a levelling force, connecting people of different class, 
gender and culture through a shared experience, whether as photographers or as consumers of 
photographs. Keen amateur photographers (Green-Lewis 1996: 43{-}49), the Eastlakes might 
have been the ‘sanguine little couple’ described in the article struggling with the vagaries of 
photographic chemistry, in the hope of summoning pictures from the ‘silence and darkness’ 
of the darkroom (Eastlake 1980: 89). Collodion plates needed to be prepared immediately 
before exposure and developed right after. Photographers had to be accomplished in every 
stage of the process, and it was impossible to test and standardize emulsions for exposure or 
developing times. Photography, she despaired, ‘will serve you bravely’ but ‘will never be 
taught to implicitly obey’ (Eastlake 1980: 89). 
 In Eastlake’s account, this ‘Ariel-like’ (Eastlake 1980: 89) quality is not just a 
technical hitch that might be overcome through improvements, but a condition of 
photography. Artists working with their hands were able to exercise aesthetic judgement by 
selecting the elements to include in a composition, and to signify their importance by degrees 
of detailed rendition. This control was crucial to convey the artist’s unique understanding of 
the subject before him. Photography’s lack of such control over details had been emphasized 
by collodion plates, as unlike the earlier calotypes, they made visible ‘Every button’ and layer 
of ‘stratified flounces’, so that, in portraits, the face, which as ‘the most important part of a 
picture should be best done’ in greater detail, seemed ‘unfinished in relation to the rest’ 
(Eastlake 1980: 92). This is why ‘correctness of drawing, truth of detail, and absence of 
conventions’, for Eastlake the ‘best artistic characteristics of photography’, were not 
sufficient to take it into the realm of ‘that mystery called Art’ (Eastlake 1980: 94). 
 Eastlake preferred the portraits by Hill and Adamson, or the soft-focus photography 
advocated by the painter William Newton (Eastlake 1980: 91), where the overall lack of 
detail sidestepped the issue: 
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<extract>Mere broad light and shade, with the correctness of general forms [{...}] will, when 
nothing further is attempted, give artistic pleasure of a very high kind; it is only when greater 
precision and detail are superadded that the eye misses the further truths which should 
accompany the further finish. 
<source>(Eastlake 1980: 91) 
 
<text>The article discusses at length the tension between technical and artistic control over 
the image. More of the former might be desirable, but would not result in the latter. 
Photography, instead, is ‘the prefect medium’ to fulfil the modern need to communicate 
‘cheap, prompt and correct facts’ (Eastlake 1980: 93) to a large public. Photography’s 
‘success and failure’ should be evaluated not in relation to its ‘artistic feeling’, but for ‘the 
capabilities of the machine’ (Eastlake 1980: 93) to convey visual knowledge in the form of 
‘unerring records [{...}] which are neither the province of art nor of description’ but a ‘new 
form of communication’: 
 
<extract>What indeed are [{...}] those facial maps called photographic portraits, but accurate 
landmarks and measurements for loving eyes and memories to deck with beauty and animate 
with expression, in perfect certainty, that the ground-plan is founded upon fact? [{...}] 
Though the faces of our children may not be modelled and rounded with that truth and beauty 
which art attains, yet minor things {-} the very shoes of the one, the inseparable toy of the 
other {-} are given with a strength of identity which art does not even seek.  
<source>(Eastlake 1980: 94) 
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<text>A painted portrait would be endowed with truth and beauty by the skill of the artist, 
while a photographic portrait has to be animated by the imagination of the viewer, retracing 
the experience of the beloved through the landscape of memory. 
 As William Henry Fox Talbot (1844: text with plate XIII) and David Brewster (1843) 
before her, Eastlake noted photographs’ privileged relationship to time and history. As 
‘unerring record’ of a moment in time, every photograph is potentially of ‘historic interest’: 
 
<extract>Though the view of a city be deficient in those niceties of reflected light and 
harmonious gradation which belong to the facts of which Art takes account, yet the facts of 
the age and of the hour are there, for we count the lines [{...}] of telegraphic wire, and read 
the characters on the playbill or manifesto, destined to be torn down tomorrow. 
 
<source>(Eastlake 1980: 94) 
 
<text>The photograph will not convey the artist’s privileged vision of city life, but is a 
document, ‘evidence of facts’ (Eastlake 1980: 94) open to the different readings and interests 
of its viewers. 
 Unlike Charles Baudelaire, Eastlake thinks that photography is beneficial to art 
because it can take over the practical mimetic tasks for which art had been employed as a 
means to an end. As she concludes, if anything can bring about the desirable climax of art 
being sought ‘as it ought to be, mainly for its own sake’, it will be because of ‘the 
introduction of Photography’. In 1857, photography could not fit comfortably into definitions 
of ‘Art’, not without forced strategies such as soft focus when sharpness was available. 
Eastlake sympathizes with Newton’s argument that photography would be ‘more artistically 
beautiful’ (Newton quoted in Eastlake 1980: 91) when ‘taken slightly out of focus’, a view 
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later shared by Julia Margaret Cameron and by the Pictorialists. Yet, she also seems reluctant 
to give up photography’s strength as an image which ‘is the impress of one moment, or one 
hour, or one age in the great passage of time’ (Eastlake 1980: 94); and her ‘delight’ in 
‘records of simple truth and precision’ (Eastlake 1980: 93) rich in humble details that would 
be impossible to reproduce by hand: the ‘texture of stone’, of ‘a face of rugged rock’, ‘of the 
sea-worn shell, of the rusted armour, and the fustian jacket’ (Eastlake 1980: 93). Eastlake’s is 
thus one of the first formulations of the aesthetic ‘schism’ between ‘detail and mass’ later 
theorized by Newhall as a characteristic of photography (Newhall 1937, quoted in Nickel 
2001: 551), and is perhaps an unresolved attempt to reconcile the two. 
 If she was right in prophesizing that photography would allow painting to abandon 
realism to focus on form, it could also be argued that the success of the idea of art for art’s 
sake, stripping art of its mimetic, narrative and, eventually, expressive functions, precipitated 
the aesthetic changes that made it possible for art to embrace photography. 
 
<head2>Biography 
 
<text>Elizabeth, Lady Eastlake (1809{-}1893), née Rigby, was born in Norwich in a liberal 
family. Fluent in French, Italian and German, her writing career took off when she published 
an account of her travels through Russia, A Residence on the Shores of the Baltic (1841), and 
became the first woman to write regularly for the prestigious Quarterly Review, contributing 
articles on a variety of artistic, literary and social topics (Sherman and Holcombe 1981: 24). 
In Edinburgh during the 1840s she met and was photographed by Hill and Adamson, and in 
1849 she married Charles Eastlake (1793{-}1865), Royal academician and later director of 
the National Gallery in London. The couple took up photography during the 1850s, and her 
husband became the first chairman of the (later Royal) Photographic Society of London. She 
contributed to the revival of interest in early Italian painting, and was instrumental in 
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popularizing German art-historical research amongst British readers by translating Johann 
Passavant’s Tour of a German Artist in England (1836), Franz Kugler’s Handbook of the 
History of Painting (1851), one of the first surveys of art history, which she re-edited and 
updated in 1870, and Gustav Waagen’s Treasures of Art in Britain (1854). She was an early 
supporter of the idea of art for art’s sake, insisting on its autonomy from story-telling or 
moral messages. In 1863 she finished the History of Our Lord, an iconographic study of 
Christ began by art historian Anna Jameson, who had died in 1860, honouring her feminist 
approach. 
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<name>Patrizia diBello 
 
<head1>Elizabeth Edwards (1952{-}) 
 
<text>During recent years there have been important contributions to a broadening 
understanding of what alternative histories of photography might be. Much of this has been in 
response to forms of postmodernism that came to prominence during the 1980s {-} embodied 
in writings by John Tagg, Allan Sekula, Victor Burgin and Abigail Solomon-Godeau. 
Elizabeth Edwards’s writing has been at the forefront of this shift towards a different 
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mapping of the social, historical and political body of photography, primarily in and through 
the field of anthropology. Questions concerning how historical consciousness is made 
through the photograph as both image and object have been at the centre of her work within 
photographic archives and collections. 
 Historiography, materiality and identity politics, as sites of cross-cultural encounters, 
have been recurring elements in Edwards’s writing. Unpicking the threads of these often-
entangled histories begins from the starting point that photographs, the moments of their 
taking and circulation, constitute a complex matrix of power, authority, agency and desire. In 
Raw Histories she writes ‘the intention here is not to produce a grand theory of photography, 
ethnography and history as abstract practices, but to look at specific photographs and specific 
acts of photographic involvement, collecting, displaying and intervening’ (Edwards 2001: 3{-
}4). 
 Trained as an historian at the universities of Reading and later Leicester, where she 
was sensitized to debates associated with Raphael Samuel and Ruskin College’s History 
Workshop, Edwards became increasingly fascinated in the photograph as an historical object 
and as a way of ‘seeing’ history following her appointment to the Pitt Rivers Museum, at the 
University of Oxford. Writing about photography then became something born out of a 
practice of administering and working with archives. This galvanized her interest in the 
materiality of photography as one type of historical encounter, a fascinating connection 
between the print’s tactile and sensory power with the rituals of taking, display and 
collection. This constituted a shift towards a phenomenology of photography that unpicked 
the complexities of an experiential relationship to photographs that was not addressed by 
semiology. Such an approach is explored in her edited anthology with Janice Hart 
Photographs Objects Histories: On the Materiality of Images (2004). 
 Edwards’s writings revolve around the need to understand how photographs are 
constructed and reconstructed as they move through a range of spaces and interpretative 
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scenarios. She attaches importance to thinking through pictures and reading them both 
against the grain as well as with it. Her essay ‘Tracing Photography’ (Edwards 2011) 
discusses how ‘photography might be positioned, not only in visual anthropology but in the 
discipline more broadly and shift[s] disciplinary expectations of what photographs can offer’ 
(Edwards 2011: 161). Such an approach has enabled her to consider photographs and how 
they perform at different points in their ‘lives’, as images and objects whose meanings are 
never complete but contingent and mutable. 
 A recurring emphasis in her work has been the need to expand the terms of reference 
for analysing what photographs do and what is done to them. An early essay entitled 
‘Photographic “types”: The Pursuit of Method’ (Edwards 1990) underscores what has been 
an evolving part of her written work {-} that is, the need to build a critical toolbox to deal 
with the indeterminacy of photographs, to reveal elements that shape the photographic act, to 
uncover the historical conditions of visualization from below. Raw Histories offers such an 
exercise and in doing so highlights the limitations, gaps and inconsistencies in the linear 
narrative or cultural politics that have tended to dominate discussions of anthropological 
photographs. It is an important book because it complicates ideas of the colonial gaze. The 
chapter on T. H. Huxley takes the most extreme forms of dehumanizing and objectifying 
photography in the shape of the anthropometric grid. In an unflinching analysis, Edwards 
looks for cultural points of fracture, spaces where one can restore the voice and humanity to 
the subject of the representation and finds it where the ‘dehumanising nature of the 
photographs is accentuated through the intrusion of humanising, cultural detail and the 
subjectivities of the photographic act itself {-} elements of subjectivity that the project was 
attempting to remove. They provide a productive dissonance that interferes with the 
communication of the truth value of science’ (Edwards 2001: 144). 
 The exploration of the taxonomy of collections and archives reveals some of the 
historical impulses behind categorization and narrative sequencing that Edwards finds so vital 
to expanding ideas of history. Locating Edwards within a ‘school’ of writing that is linked 
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with photographic history and theory is not straightforward: the substance and resonances of 
her texts gather from diverse reference points. Her work comes from a wide set of interests 
driven by the curatorial, museological and historiographical, as well as the written, as a 
necessary mix in order to render the slippery and historically awkward medium of 
photography more intelligible. Here the writings of, for instance, Tim Ingold, Alfred Gell, 
Daniel Miller, Laura Anne Stoler and Greg Dening, and their concepts of agency, 
performance, materiality or archive, have been more active ingredients in Edwards’s 
expanding analysis of the photographic image both within anthropology and beyond. 
 Edwards has looked to restore voice or, as she would prefer to call it, ‘social being’ to 
both the photograph and to those it seeks to represent, to offer alternatives to simple power 
relations, to empower not silence the subjects of anthropology. The first extensive exploration 
of this came with the edited book of essays entitled Photography and Anthropology 1860{-
}1920 (Edwards 1992). This book examined how photography provides evidence of the past 
and how this evidence is used in conjunction with more traditional forms of information to 
consider the reflexive and critical nature of photographic vision within anthropology. The 
book provides a rich, discursive encounter with photographs drawn extensively from the 
archives of the Royal Anthropological Institute. Anthropology here is not discredited as an 
ideologically flawed enterprise through which photography simply further consolidates a 
biased power relationship, but is seen as a more sensitive handling of both the scientific and 
visual principles used to explain human difference. In many ways it can be perceived as a 
response to readings of anthropological photography that grounded their analysis of archives 
in too deterministic and reductive views that saw them only as expressions of colonial power 
and sites of subjugation. Rather, they become sites through which troubled colonial relations 
were performed. 
 The influence of a certain vein of photographic theory and writing indebted to the 
work of French philosopher Michel Foucault (Green 1984; Tagg 1988; Sekula 1989) did 
sharpen the critique of colonial images and related nineteenth-century practices; but it also 
121 
 
gave the impetus to rethink anthropology and colonial relations. As did the ‘New Museology’ 
that emerged during the late 1980s (Vergo 1989), where institutions became subject to 
critique and led to anthropology museums needing to respond to a crisis of confidence in 
order to address the colonial basis of major UK collections. The rethinking of museums’ 
collections and the post-colonial voice has parallels with Edwards’s writing. It was in that 
growing space that she found room to build a different critique of photography’s multiple 
roles in anthropology and, by extension, open up a new photographic history by treating 
anthropology not only as subject matter, but as a methodology through which to examine the 
complex practices of photography. 
 In pursuit of methods to unpack the archive and the photograph, Edwards became 
very interested in and attuned to the power of arts practice as an analytical as well as a 
heuristic tool. Here was a sympathetic approach to the kind of archaeology of historical 
photographs and its contexts that she was interested in. Artists and photographers such as 
Dave Lewis, Jorma Puranen, Mohini Chandra and Susan Meiselas all interrogated archival 
dynamics and history in ways beyond written accounts. Again, this wider attention to the 
visual and inclusion of contemporary arts’ institutional, historical and disciplinary critique 
breathed life into a more expanded and discursive sense of photographic history. Here was a 
very different but apposite cross-cultural encounter that spoke directly to past social relations, 
particularly in the case of Edwards’s writing on Puranen’s Imaginary Homecoming (Edwards 
2001), on Chandra (Edwards 2005) and on Meiselas’s photography (Edwards 2008a). 
 More recently, Edwards has turned to exploring British photographic history through 
an ethnographic and anthropological method. Her work on the relationship between amateur 
photography and historical imagination used the photographic survey project beginning in the 
late nineteenth century as a prism through which to explore wider ideas of the cultural 
efficacy of photography. In her subsequent book The Camera as Historian (Edwards 2012), 
she challenges the reduction of the survey movement to simply a nostalgic bourgeois 
response to modernity, and attempts to understand it as a cultural moment defined through 
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concepts of localism, networks of knowledge, sociability, public utility and the ever-present 
tensions between evidence and aesthetics. The threads of material practice of production and 
the archive which have marked her work are again worked out in this book that also connects 
theoretically with her essay ‘Photography and the Material Performance of the Past’ 
(Edwards 2009a) in which she argued that historical values that clustered around photography 
were material performed through the practices of making and of the archive. The Camera as 
Historian demonstrated the theoretical possibilities of an anthropological method applied to 
photographic practice and to a close reading of archival dynamics. 
 Elizabeth Edwards has done much to show us the complexities of photographs as 
material and historical objects, and as the site of social relations. Her writing offers ways of 
thinking through photographs that shed light on their journeys, institutional currencies and 
the competing investments within them. As a result, through a consistent demonstration of 
anthropological method applied to photographic practices, Edwards has provided us with a 
more complicated but engaging relationship with photography and established a 
methodological framework from which new histories of photography may emerge. 
 
<head2>Biography 
 
<text>Elizabeth Edwards, born in Cumbria in 1952, is an historian by training but has been 
fully absorbed by anthropology. She works on the relationship between photography, 
anthropology and history, especially in the Pacific, on cross-cultural visual histories, on 
photographs as material culture, and the history of collecting and institutional practices. Until 
2005 she was curator of photographs at Pitt Rivers Museum and lecturer in visual 
anthropology at the University of Oxford, and then senior research fellow at the University of 
the Arts London (LCC) until 2011, when she was appointed research professor and director 
of the Photographic History Research Centre at De Montfort University, Leicester. She led a 
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major European-funded project on the role of the photographic legacy of colonialism in a 
postcolonial and multicultural Europe (PhotoCLEC: http://photoclec.dmu.ac.uk). She is 
further developing her work on photography and historical imagination in late nineteenth- 
and early twentieth-century Europe, and on photography and colonial governance. She 
remains closely linked to anthropology and was vice-president of the Royal Anthropological 
Institute of Great Britain and Ireland during 2009 to 2012. 
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<text>During the late 1880s, Peter Henry Emerson was, by his own reckoning, an innovator 
in the practice and understanding of art photography. When he published his most thorough 
text on the subject, Naturalistic Photography for Students of the Art, in 1889, he was already 
known in British photography circles as a controversial figure, and the book was a polemic 
against an apparent consensus on photographic theory and aesthetics. Key texts remained 
those of mid-century, when William Lake Price (A Manual of Photographic Manipulation, 
1858) and Henry Peach Robinson (Pictorial Effect in Photography, 1869) instructed aspiring 
photographers in the pictorial elements of academic painting. Emerson rejected this deference 
to past art, and in Naturalistic Photography his thorough, if high-speed, art history cut 
swathes through the great and the good, dismissing most for falsity to nature. 
 For Emerson, ‘Nature’ was the crux of art, thus identified in his first public lecture on 
photography (Emerson 1885a: 230). Emerson’s next public foray aligned his ideas to a school 
of English painters {-} the ‘rustic naturalist’ contingent of the New English Art Club {-} as 
‘the only artists who go directly to Nature to paint, beginning and finishing with Nature, and 
painting Nature as she is’ (Emerson 1885b: 462). These artists included George Clausen and 
Thomas Goodall, with whom Emerson was well acquainted. 
 From naturalism in art, Emerson aimed to develop an equivalent visual language in 
photography predicated on the physiology of human vision. He argued that whether painted 
or photographed, ‘a picture should be a translation of a scene as seen by a normal human eye’ 
(Emerson 1889: 97). His cited scientific sources included Hermann von Helmholtz, a German 
scientist whose most widely known lecture, ‘The Recent Progress of the Theory of Vision’ 
(1868), had been published in English in 1885. Helmholtz’s theories of physiological optics 
were gaining attention for their pertinence to art, and discussion centred on three issues: focus 
with regard to field of view, focal acuity as related to depth of field, and tonal gamut. 
 From Helmholtz, Emerson identified limitations in the focal capabilities of the eye 
across the field of view. He accordingly proposed that photographic focus should be limited 
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to what is seen distinctly {-} the centre of the composition and middle plane of the scene. 
Although Helmholtz qualified his theory, noting that the scanning eye effectively gave 
greater focal breadth, Emerson’s reading was selective; the photographer should ‘focus for 
the principal object of the picture’, leaving other areas diffused (Emerson 1889: 102). Using 
Helmholtz’s investigations on optical defects such as refraction and astigmatism, Emerson 
went on to argue that even the central point of focus should be slightly softened to tally with 
those imperfections. 
 Helmholtz’s research showed that pigment and paper had a lower ‘gamut or tone’ 
than ambient light, and Emerson recommended that photographic highlights be suppressed to 
maintain the correct ‘ratios of luminous intensities’ (Emerson 1887: 10), adding that 
atmosphere (‘turbidity’) naturally reduced the clarity of tone and colour (Emerson 1889: 
111). To represent these characteristics in a photograph, Emerson recommended printing on 
platinum paper, whose subtle tonal range and low contrast gave the most accurate rendition 
of natural light. He flagged this choice as early as 1886 (Emerson 1886: 176), and platinotype 
plates illustrated his first portfolio, Life and Landscape on the Norfolk Broads (1887). In 
1888, Emerson turned to photogravure as the photomechanical process most closely 
approximating the tonal range of platinum, while giving greater control over the hues and 
tones of the print. He hailed it ‘the final end and method of expression in monochrome 
printing’ (Emerson 1889: 207), and from 1888, photogravure plates illustrated all of 
Emerson’s portfolios and most of his books. 
 Emerson’s allegiance to naturalism was diametrically opposed to the synthetic idealist 
work of older photographers such as Henry Peach Robinson, who believed that nature should 
be disciplined through the selection and composition of elements {-} figures, foreground 
interest, peripheral framing and background closure {-} that would dignify a photograph as 
‘pictorial’. To this end, Robinson used a composite of multiple negatives to produce a single 
photographic picture. Emerson was particularly damning of such ‘combination prints’ as false 
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to nature and to art, a ‘patchwork’ no better than children’s games with scissors and paste 
(Emerson 1889: 199). 
 Emerson’s perspectives were informed by his connections within the New English Art 
Club. Thomas Goodall was Emerson’s collaborator on Life and Landscape on the Norfolk 
Broads, and Goodall’s 1886 essay for that volume, ‘Landscape’, included relevant points on 
visual perception and artistic practice that subsequently appeared in Emerson’s lectures and 
writings. Shared ideas and phrasing can also be traced in ‘The Naturalistic School of 
Painting’ (The Artist, 1886), a series of essays published by another member of the NEAC, 
Francis Bate. 
 It was Henry Peach Robinson who first considered Bate’s ideas in a photographic 
context and he led critics of Naturalistic Photography. Emerson responded with vigour; he 
was famously combative, and their subsequent sallies enlivened the photographic press for 
years. Other reviewers were more respectful. The book was controversial more for its 
intemperate language than its theories, which usefully extended longstanding discussions on 
the moderation of sharpness and detail, restraint in tonal range, and management of 
compositional emphasis, couched in familiar terms of truthfulness to art, nature and human 
vision. 
 Naturalistic Photography did well; the first edition sold out within three months, and 
a second, 1890, edition was also published in the US, where it was widely reviewed. Emerson 
gained allies such as Alfred Stieglitz, with whom he became a life-long correspondent. 
Naturalism was relevant for American photographers; Emerson’s distant cousin was Ralph 
Waldo Emerson, whose Transcendentalist philosophy espoused the human perception of all-
encompassing Nature as the route to spiritual liberation. 
 British acolytes included photographer George Davison, who updated Emerson’s 
alliance of art and science in a Royal Society of Arts lecture, ‘Impressionism in Photography’ 
(1890). Davison cited Bate’s Naturalistic School of Painting, but did not credit Emerson, who 
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promptly renounced the whole enterprise, attacking Davison and repudiating his own theories 
in ‘The Death of Naturalistic Photography’, a black-bordered tract published in late 
December 1890. 
 Emerson’s renunciation was more than a fit of pique; he gave concrete reasons for 
jettisoning his doctrine of photography’s legitimacy as an art form. James Whistler’s 
collected writings had just been published as The Gentle Art of Making Enemies (1890), and 
Emerson explained his position thus: ‘Art {-} as Whistler said {-} is not nature {-} is not 
necessarily the reproduction or translation of it {-} much {...} that is good art, some of the 
very best {-} is not nature at all, nor even based upon it’ (Emerson 1890b: 62). 
 Emerson also cited research in psychology. He did not give specifics; but the 
influence of subjectivity on perception had been discussed at the Camera Club, where 
Emerson was a founding member. He may have concluded that such ideas undermined his 
argument that photography could truthfully represent both human perception and contingent 
nature. 
 Sensitometry was Emerson’s final dose of damnation. In 1890, Ferdinand Hurter and 
Vero Driffield calibrated the standardized exposure and development of photographic 
materials, apparently obviating Emerson’s belief in artistic control over photographic tonal 
range. In practical terms, Hurter and Driffield were not entirely correct, and Emerson’s peers 
waded in to support his original thesis. But Emerson stuck to his renunciation, and in the 
1899 edition of Naturalistic Photography he replaced the last chapter, ‘Photography, a 
Pictorial Art’, with ‘Photography {-} Not Art’. 
 Emerson eventually relented and championed the ‘limpid stream of pure photography’ 
(Emerson 1900: 37) against the turn-of-the-century Pictorialists, anticipating the Modernist 
rejection of Pictorialism as an impure use of the photographic medium. The idea of medium 
specificity would become a dominant twentieth-century perspective, and subsequent texts 
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(Newhall, 1975; Handy, 1994) have situated Emerson among later ‘straight’ photographers, 
opposing the manipulated productions of Robinson and his antecedents. 
 Naturalistic Photography, its renunciation and subsequent revised editions stand as 
Emerson’s key published works on photography. He also wrote numerous letters to 
photographic periodicals, and a series, ‘Our English Letter’, for the American Amateur 
Photographer from September 1889 to March 1890. But the majority of Emerson’s prolific 
writings concerned other themes; he published adventure stories and detective novels, while 
natural history, ethnography and folklore characterize the texts of his photographically 
illustrated books, which are largely devoted to narratives of rural life, imparted with an 
exacting recreation of indigenous dialect and vocabulary. Yet, these books include beautifully 
expressed descriptions of nature that evoke the photographs. In Wild Life on a Tidal Water, 
Emerson explained that his writing was an artistic response to direct experience; ‘all my 
descriptions are written on the spot, and with as much care and thought as a good landscape 
painter bestows on his work’ (Emerson 1890a: ix). The prose and its ethos were appreciated; 
an Amateur Photographer review of Wild Life quoted Emerson’s ‘picture writing’ at length 
(Review 1890: 417), including this passage: 
 
<extract>The tide was falling, and as the rain abated we could distinguish the sky, the deep 
water of the channel, and the shallow water on the partially-covered flats spangled with 
silvery drops of rain, which splashed into tiny fountains, falling like liquid silver into molten 
silver. 
 
<source>(Emerson 1890a: 40) 
 
<text>During 1890 to 1891, many months on a sailing barge produced photographs for On 
English Lagoons, whose text of anecdotal set-pieces is punctuated by mere vignettes of 
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nature. Emerson did not explain the dichotomy between the down-to-earth texts and the 
lambent abstractions of the photographs, but he did suggest that nature is simply beyond 
representation (Durden 1994: 283, 284), describing its ‘perfect beauty’ as ‘unpaintable’ 
(Emerson 1893: 22). 
 
<head2>Biography 
 
<text>Born Pedro Enrique on 13 May 1856 in La Palma, Cuba, Emerson was the son of an 
American plantation owner and an English mother. He lived in Cuba and Delaware until 
1869, when his widowed mother took him home to England. From 1874 to 1885 he studied 
medicine and natural science at Kings College, London, and Clare College, Cambridge, and 
practised medicine from 1883 until 1885. In 1881, he took up photography, joining the 
Photographic Society of Great Britain in 1883 and the Camera Club in 1885. Emerson made 
few photographs after 1891 and published little on photography after 1900. He died on 12 
May 1936 in Falmouth, Cornwall. 
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<name>Hope Kingsley 
 
<head1>Walker Evans (1903{-}1975) 
 
<text>Walker Evans was one of the most renowned photographers of the last century. His 
documentary style is often described as ‘literary’ and his reputation rests, in part, on books 
produced in collaboration with writers: The Crime of Cuba (Beals, 1933); Let Us Now Praise 
Famous Men: Three Tenant Families (Agee and Evans, 1941); and The Mangrove Coast: The 
Story of the West Coast of Florida (Bickel, 1942). For each, Evans provided a discrete folio 
of 32 photographs. However, his significance as a writer concerns a small number of unusual 
texts produced across his career. 
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 As a student, Evans avidly followed modernist writing as it appeared in progressive 
journals of the 1920s. Dropping out of college, he worked in a French language bookstore 
and at the New York Public Library, securing access to the latest European culture. In 1926 
he went to Paris for a year. He enrolled on language and civilization courses and made 
tentative forays into writing short fiction while translating extracts of Charles Baudelaire, 
André Gide, Jean Cocteau and others.  
 Returning to New York he pursued writing and photography in parallel. The journal 
Alhambra published one of his photographs of skyscraper construction and his translation of 
part of Blaise Cendrars’s novel Moravagine (Cendrars 1929). For the feature ‘Mr Walker 
Evans Records a City’s Scene’, published in Creative Art (Evans 1930), he combined words 
with images in various ways: within the picture frame, as dynamic typography, as titles and 
as captions. Hound & Horn published small groupings of his photographs and the remarkably 
perceptive ‘The Reappearance of Photography’, a review of several recent photographic 
books (Evans 1931). This text can also be read as a statement of intent at the outset of his 
photographic career. It opens with remarks on photography’s relation to history, time and 
space, noting that its early promise was followed by a long and moribund development. 
Recent practice was dominated by ‘swift chance, disarray, wonder and experiment’ 
(snapshots, disorienting close-ups, the unorthodox angles of the New Vision and 
Constructivism). This, thought Evans, was already becoming a tiresome gimmick and less 
significant than the slower, measured procedures of August Sander, and most importantly, 
Eugène Atget: 
 
<extract>Certain men of the past century have been renoticed who stood away from this 
confusion. Atget worked right through a period of utter decadence in photography. He was 
simply isolated, and his story is a little difficult to understand. Apparently he was oblivious to 
everything but the necessity of photographing Paris and its environs; but just what vision he 
carried with him of the monument he was leaving is not clear. It is possible to read into his 
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photographs so many things he may never have formulated to himself. In some of his works 
he even places himself in a position to be pounced upon by the most unorthodox of 
surréalistes. [Four Atget photographs had been reproduced in the journal La Révolution 
Surréaliste.] 
 
<source>(Evans 1931: 126) 
 
<text>The slickly commercial book Steichen the Photographer (1929) was quite the 
opposite: ‘photography off track in our own reiterated way of technical impressiveness and 
spiritual emptiness [{...}] his general tone is money’. Evans also considered Photo-Eye 
(1929) the influential survey of New Vision photography assembled by the critic Franz Roh 
and graphic designer Jan Tschichold to coincide with Film und Foto, the huge touring 
exhibition that debuted in Stuttgart. It was a ‘nervous and important’ publication and he 
admired its preference for direct documents over art. It included press photos of corpses, 
‘because you like nice things’, wrote Evans sardonically. He found Albert Renger-Patzsch’s 
Die Welt ist schön (The World Is Beautiful, 1928) ‘exciting to run through in a shop but 
disappointing to take home’, a ‘round-about return to the middle period of photography’. 
August Sander’s Antlitz Der Zeit (The Face of the Time, 1929) comprising 60 portraits from 
his survey of the German people was an assembly of ‘type studies’ and ‘one of the futures 
foretold by Atget’: a ‘photographic editing of society, a clinical process’ (Evans 1931: 128). 
 ‘The Reappearance of Photography’ has much in common with Walter Benjamin’s 
celebrated essay ‘A Small History of Photography’, published concurrently in Germany 
(Benjamin 1931). It too was a review of recent photobooks, including the Atget, Sander and 
Renger-Patzsch titles, couched as a diagnosis of the medium’s past and present. Both writers 
noted nineteenth-century photography was undergoing renewed interest. Both noted that 
early achievements were followed by descent into the populist mire of cartes de visite, 
136 
 
narcissistic portraiture and kitsch. This was the complaint of Charles Baudelaire in his tirade 
against photography ‘The Salon of 1859’ and both were profoundly influenced by 
Baudelaire’s ability to look elsewhere and find the spirit of modernity in its everyday details 
and vernacular forms. Both also noted an important recent turn towards books of intelligent 
documents assembled along archival lines that might reward an historically and politically 
alert audience. 
 From 1934 Evans worked occasionally for the business and industry magazine 
Fortune. In 1936 he was commissioned to travel with James Agee to document the lives of 
poor tenant farmers in the American south. Their overlong and un-publishable material was 
eventually reworked into the book Let Us Now Praise Famous Men. 
 With little paid photographic work during the war, Evans took a job at Time magazine 
reviewing films, books and art. Although not ideal, it satisfied the desire to write. Agee was 
part of the close-knit staff, as were Louis Kronenberger and Saul Bellow. Time writers were 
encouraged to be concise, urbane, witty and worldly. Wherever possible, Evans championed 
the aesthetic restraint he admired and took swipes at artiness, including a withering 
assessment of Georgia O’Keefe’s paintings, whose success was due in no small measure to 
her partner, the photographer ‘Dealer Stieglitz’ (Evans 1945). He also highlighted The 
Bombed Buildings of Britain, a photographic book of war damage, noting the ‘the peculiar 
aesthetic’ of the ‘architecture of destruction’, a theme central to his own photography. 
Honing his short-form prose he published around seventy uncredited reviews. 
 In 1945 Evans joined Fortune’s staff, remaining until 1965. ‘Homes of Americans’ 
(Evans 1946) presented an archival trawl of uncaptioned photos of US housing stock. An 
introductory text showed his interest in testing limits of photos as documents: 
 
<extract>Photography, that great distorter of things as they are, here as elsewhere, played its 
particularly disreputable, charming trick. But like the deliberate inflections of men’s voices, 
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they are tricks now and then lifted to an art. Take your time with this array [{...}] it may pay 
you to incline with Herman Melville to ‘let the ambiguous procession of events reveal their 
own ambiguousness’. 
 
<source>(Evans 1946: 148) 
 
<text>In 1948 he became Fortune’s special photographic editor, securing a level of 
autonomy unheard of in American magazines. He set his own assignments, shot the images, 
wrote the text and designed the layouts, answering not to the art director but to the editor. He 
never used the pages as an art gallery but produced subtle photo-essays that subverted 
magazine convention, addressed marginal subjects and encouraged audiences to think about 
how photographs function, always resisting the slick narrative style and hegemonic populism 
of Time Inc.’s flagship illustrated magazine, Life (Evans and Agee once planned to gain 
control over several pages of each issue of Life for more experimental forms of journalism, 
but nothing came of it). 
 ‘Main Street Looking North from Courthouse Square’ (Evans 1948a) presented turn-
of-the-century postcards with a text arguing that as an epoch passes, so does its specific mode 
of self–representation (an idea central to Walter Benjamin). ‘Along the Right of Way’ (Evans 
1950) was a series of landscapes shot from train windows, where the nation appears ‘semi-
undressed’, exposing the ‘anatomy of its living’. His images for ‘Imperial Washington’ 
(Evans 1952) resemble a tourist’s survey of the capital’s stately architecture; but the captions 
undermine this. The place is a ‘stage set’ of power, indebted more to show business than 
history: 
 
<extract>The last, large burst of classicism struck Washington as a direct result of the 
Chicago World’s Fair of 1893. So successful was the midwestern creation in plaster that its 
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chief architects and planners moved on to the capital almost to a man and forever froze the 
face of the city into its Romanesque Renaissance expression. 
 
<source>(Evans 1952: 198) 
 
<text>The colour photographs for ‘The Pitch Direct’ (Evans 1958b) relish the 
unsophisticated display outside small shops, while his text is ironic and affectionate: 
 
<extract>The stay-at-home tourist, if his eye is properly and purely to be served, should 
approach the street fair without any reasonable intention, such as that of actually buying 
something [{...}] Does this nation overproduce? If so one can get a lot of pleasure and rich 
sensual enjoyment out of contemplating great bins of slightly defective tap wrenches, coils 
upon coils of glinty wire and parabolas of hemp line honest and fragrant. A man of good 
sense may decide after due meditation that a well-placed eggplant (2 for 27 cents) is 
pigmented with the most voluptuous and assuredly wicked color in the world. 
 
<source>(Evans 1958b: 139) 
 
<text>Evans produced over 40 image-text essays for Fortune and 7 for Architectural Forum 
(also part of Time Inc.). ‘Color Accidents’ was a suite of square compositions picked out 
from weathered walls of a New York street (Evans 1958a). The writing compares but 
distances them from abstract expressionist painting, then at its popular height: 
 
<extract>The pocks and scrawls of abandoned walls recall the style of certain contemporary 
paintings, with, of course, the fathomless difference that the former are accidents untouched 
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by the hand of consciousness [{...}] Paul Klee would have jumped out of his shoes had he 
come across the green door below [{...}] Lest the buildings of tomorrow engender no patina 
whatsoever, certain nicely encrusted objects may well be recorded now. Decorative design 
itself, such as that on this ponderously charming door {-} as modish as a celluloid collar {-} 
is surely being threatened by the forces of speed and utility. 
 
<source>(Evans 1958a: 110{-}115) 
 
<text>During the 1950s Evans also wrote reviews of books on film and photography for The 
New York Times. 
 In 1969 Evans was invited to write the section on photography for Louis 
Kronenberger’s anthology Quality: Its Image in the Arts (Evans 1969). It was his last major 
statement on the medium. He chose images taken by Nadar, Cameron, Steichen, Steiglitz, 
Strand, Brandt, Brassaï, Cartier-Bresson, Levitt, Frank, Friedlander, Arbus and Lunar Orbiter 
1, among others. Each double spread carried one image with a text opposite, a format 
developed by John Szarkowski for his influential book Looking at Photographs (Szarkowski 
1973). Although there was great variety in Evans’s selection, it conformed to his own 
photographic aesthetic established 40 years earlier: 
 
<extract>(1) absolute fidelity to the medium itself; that is, full and frank and pure utilization 
of the camera as the great, the incredible instrument of symbolic actuality that it is; (2) 
complete realization of natural, uncontrived lighting; (3) rightness of in-camera view-finding, 
or framing (the operator’s correct, and crucial definition of his picture borders); (4) general 
but unobtrusive technical mastery. 
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<source>(Evans 1969: 169{-}170) 
 
<head2>Biography 
 
<text>Walker Evans was born in 1903 in St. Louis, Missouri. Early ambitions to write took 
him to Paris for a year. In New York he became part of a literary and artistic scene including 
Hart Crane and Lincoln Kirstein. His photographs appeared in various journals and he took 
commissions to document Victorian architecture and African sculpture. In 1933 he 
photographed Havana for Carleton Beals’s exposé The Crime of Cuba. For the Farm Security 
Administration and Fortune magazine he photographed the effects of the Depression in the 
American South. In 1938 he was given a solo exhibition at the Museum of Modern Art 
(MoMA), New York. The accompanying publication American Photographs became highly 
influential. He wrote reviews for Time magazine (1943{-}1945) before producing photo-
essays at Fortune for 20 years. In 1965 he took a teaching post at Yale. In 1966 he published 
two books: Many Are Called and Message from the Interior. Overlooking his publications 
and focusing largely on the Depression work, a retrospective at MoMA in 1971 sealed 
Evans’s reputation as a maker of exemplary single photographs in what he called the 
‘documentary style’. He died in 1975. 
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